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I begin with the premise that the world we perceive and our existence in it are not the reality we normally assume them to be, and I have worked to create sculpture that points toward the possibility of existence beyond our normal perceptions. We know that our senses are limited. We cannot see into the ultra-violet or infra-red spectrums of light without specialized equipment.
We can hear only a narrow band of sound frequencies. Our senses of smell and taste are quite limited when compared to some other animals. Even our sense of touch seems to not be heightened to its fullest potential. Blind people are sometimes able to develop the sense of touch to a much greater degree than we ordinarily think is possible, in some cases, perhaps to the point of discerning color by touch. We as human beings do not achieve the potential that our existence presents to us. We do not really know where the boundaries of this potential lie, and our culture does not give us the tools for exploring them. We limit ourselves by our investment in a particular belief system.
Our western scientific tradition has broadened our view of the universe and given us a great deal of information about this physical world in which we find ourselves. At the same time, science has narrowed our cosmological view by stigmatizing and ridiculing as "superstitious" any occurrence or belief which the rational mind cannot grasp and explain. We have packaged our mysteries and institutionalized our spirit. I feel this is a dangerously narrow view. I feel that we need to maintain a balance between rational, scientific thought, and more intuitive, less reasonable/reasoned, but no less real, points of view. With my sculpture I make references to human traditions and cosmologies dealing with that which is beyond ourselves, beyond the visible, beyond the physical, graspable world which surrounds us. This might be seen as mystical or spiritual thought. I feel it is simply a part of the human experience which has been ignored in our pursuit of the rational. I reclaim the superstitious and revel in its grace. The "truth" is not what we see. It is not what we believe. It is not what we dream. The truth is all that is possible. All that can be conceived. All that may be imagined, and all that is beyond even this.
I am encouraged by the idea that this western scientific tradition, which has been so strongly focused upon the weight and measure of this physical world, seems to be leading our understanding of reality toward a more metaphysical view, similar to that of eastern mystical traditions. Atomic and quantum physics tell us that solid objects are, in fact, not composed of solid matter.1 Einstein showed that time is not constant, but speeds up and slows down under certain conditions. Time and space become inseparable.
Stephen Hawking has presented black-hole theories that deal with the relationships between the past, present, and future.2 These have the potential to break apart the very foundations of our scientific method. Dr. The rough surface of REDPATH II refers to obstacles that we face.
The junctions where one segment joins the next represent those points where one part of our life ends and we must make a leap of faith in order to continue. In my own life, I would say that my decision to quit my job six years ago and move to Portland in order to attend Pacific Northwest College of Art was one of these junctures. This time at the end of my involvement with the MFA program will undoubtedly become another. The way these sculptural segments connect also refers to growth in the way that one plant segment grows out from the one before it. Around the edges of this piece I have sprinkled red clay powder with a very high iron content. Although these two materials are very different, there is a relationship between the iron oxide in the clay and the rust that is beginning to form on the steel. I use the clay powder as a reference to the earth, to the ground from which it comes. It is also a less refined, more primal form of the iron used to make the steel from which these sculptures are created.
REDPATH II relates to the untitled piece that is suspended above it As a reference to a more traditional placement of sculpture, I made DANCE ( Fig. 3 ) a freestanding piece. Although I originally intended it to stand directly on the floor, when I placed it in the gallery its interaction with the gray painted concrete floor and some other elements in the space were not In the piece titled BOAT DREAMING (Fig. 4) , there are seven boat like shapes suspended from the ceiling. They range in length from 9.5 to 3.5 feet, and become progressively smaller as they get higher off the floor. The lowest is about eighteen inches from the floor and the highest is about nine feet.
These boat shapes make reference to vessels and vehicles for journeying. In boat like structure is created in which the shaman makes the journey into non-ordinary reality.5 I refer to these shamanic or indigenous cultures and traditions which are not so closely tied to reason as our own scientific tradition. Primitive, pre-industrial, pre-literate, all of these are condescending labels we create to refer to cultures and systems of thought which are different, and by implication inferior to our own. The assumption is that these cultures have not yet, but eventually will progress to our own level of sophistication. I prefer the term non-literate, meaning without writing, and hope to eliminate any connotation of inferiority or lack of sophistication. 6
Most non-literate, tribal cultures have some sort of shamanic tradition, and I feel that there is much that we could learn from these traditions.
With this piece I am also dealing with levels of awareness. The seven boats might be seen as seven levels of consciousness, or perhaps relating to the seven primary chakras. The center boat is suspended at my eye level and refers to our ordinary level of consciousness. This is where we perceive our physical existence. By making this boat skeletal in structure, and not enclosed, I hope to make the point that our normal view of the world is not as real, nor as solid as we tend to believe. On the sides of the other six boats, three above and three below, I have written a transliteration of English words using the runic futhark (alphabet). I have used the runic language as a reference to theories about our experience being mediated and molded by language and culture. Naom Chomsky has proposed that our brains are hard wired for language and that it is an inherent part of our humanity.7 Jacques
Lacan and Jacques Derrida present theories that linguistic structure precedes and mediates conscious awareness.a Our language, which is informed and molded by our culture, dictates how we interpret and edit all of the information that our senses gather from the world around us. It does not allow us to see the world as it really is. We can never experience reality from outside the structure of language.
I wanted to use some kind of linguistic reference, but did not want to be too direct and immediate. The runes which are not commonly understood, and which contain many different levels of meaning serve this purpose well. I like the fact that different people will bring different levels of understanding to these images. Runic is a pre-Germanic and pre-Anglo-Saxon language which dates from approximately the second century BC.9 It is one of the roots of These connections which could be made visually and conceptually without the wire, become physical and somehow more fragile and tenuous with the addition of this fine wire.
The earliest work in this exhibition is titled APPARITION (Fig. 6 ). It consists of two similar geometric, abstract forms, with the upper form rising out of the lower one in a way similar to the connections of the segments previously discussed in REDPATH II. Together these forms make reference to a torso which is suspended from the ceiling by two cables and hovers over the viewer, becoming a floating, mysterious presence. As the title implies, this Through this body of work I have made reference to both the rational and the mystical. I have tried to create a blend of science and superstition. I feel that my own progress over the past two years in this graduate program has, in some ways, paralleled what I see beginning to happen in our cultural world view. I began with a very tightly controlled, logical, and mathematical approach to making sculpture. Through experimentation and discovery I have developed a looser, more intuitive and responsive method of working which allows more than, but does not reject, logic and reason. The sculptures I have 16 created make reference to the value of, and the need for, making a similar shift in our cultural paradigm by allowing more than the logic of the scientific method. By learning from traditions with less reasoned viewpoints we may broaden our understanding of our own existence, and develop a more complete world view.
